taking place. This means, as far as poetry is concerned, that a living oral tradition was slowly growing into a literate stage, where texts are produced and transmitted in writing. The consequences of this process, especially with regard to poetic technique, still remain to be investigated. It further implies that Umayyad poets were free to experiment, or rather forced to experiment, since the norms of tribal society had ceased to be absolutely valid, and it was no longer possible to accept intuitively the system of oral poetry, as jdhilf poets had done. That is why poets of the first Islamic century were bound to come into conflict with the demands of their profession. On the one hand, they were still trained in the preIslamic tradition and expected by their audience to follow familiar patterns. On the other hand, they were expected to offer new models for identification, and to express the aims and emotions of the rising urban class. In this they were left to their own devices, for there existed no clearly defined poetic standards, as they were later set up by cAbbasid literary theory.
Let us return to the atldl and consider its transference from nasib to ghazal with regard to poetic technique. As part of the nasib, the poet's weeping at the deserted campsite has a definite function within the structure of the polythematic ode. The 'traces' evoke memories of a happy past, now forever lost. The poet expresses violent grief, but then he sobers up, exclaims 'leave this!' (dac dha), and seeks consolation in his camel, or proceeds with whatever he has to do. This is a convincing close to the story, in agreement with the heroic attitude tribal society demands. At the same time, it provides a transition to the next part of the qasfda. Islamic poets, however, were not expected to sober up, and to forget their beloved. On the contrary, they should persevere, either in hopeless sorrow, or in hoping to bring their love affair to a happy conclusion. The ghazal is a monothematic poem, moreover, entirely devoted to the erotic theme. Consequently, if a poet decides to employ the atldl motif, he must invent a new ending to the story, or connect it with other subjects of his poem. There is no convention to rely upon. He is forced to find an individual solution to the problem.
I am going to demonstrate how this could be done by analysing two texts which present a marked contrast, my mind, although on the face of it they are very much alike. Their respective authors are 'Umar ibn Abi Rabica and al-Walid ibn Yazid, who are both renowned for their ghazal poetry. They are more than one generation apart. cUmar died in 712 or 721, well advanced in years (b. 644), whereas Walid was murdered after one year of his caliphate in 744, aged about 36. They have something in common, however, which may have influenced their poetry. cUmar belonged to the Meccan aristocracy and Walld was a member of the ruling family, which means that they were independent and did not need to conform to the taste of a patron. They were also both interested in music. This last aspect is particularly important in the case of Walid, who was himself an accomplished musician and composer. ' We shall return to this point when discussing his ghazal.
Before analysing the 'variations', we must have the 'theme'. As text for reference fromjdhilz poetry I select the first lines from the Mucallaqa of Imru' al-Qays, perhaps the mst famous, and, at the same time, the most characteristic rendering of the atlal. As appears from the text, the atldl motif is a short narrative with some deviations of a descriptive nature. There are also a few stylistic devices intended to heighten the emotional appeal, such as the imperative at the beginning, the famous qifd nabki, and the rhetorical question in the last verse. We also observe direct speech, approaching dialogue, when the friends admonish the poet to regain a sober frame of mind. What I am trying to point out is the potential for variation inherent in the passage. There are narrative, descriptive, lyrical and even dramatic elements, which poets may choose and elaborate upon, according to their individual tastes and tempers.
The first text is a ghazal by CUmar ibn Abi Rabica consisting of twelve verses. In his diwan, the atldil motif never forms the basis of a complete poem, but usually serves as an introduction to one of his lively stories, or to a description of the beloved. It is sufficient for our present purpose to study the first six verses. The second part refers to the poet's memories and will be discussed briefly at the end of the paper. The metre is sari'. The first three lines of the poem form one sentence and should be discussed together. Both the commentator of the Kitdb al-Aghani4 and the Lisans connect bi-anyu'hald (3B) with nuhayyi (1A), omitting however line 2, which makes the connection more plausible. The enjambement is unusual, but not without precedent in jdhilf poetry. As evidenced by 'Umar's diwdn, he often takes up a conventional stylistic device for structuring passages, and applies it in an unexpected manner. Except for this rather striking enjambement, lines 1-3 appear conventional enough, since they contain the well-known components of the narrative: the two friends, the effaced traces, the woman's name, the calling out to the campsite, and the notion that everything happened a long time ago. Even the address at the beginning (c14d) corresponds exactly to the qifd in the text of reference. What then is new? For one thing, there is a pleonastic effect about the first verse, for the terms talal, rabc, manzil, to which majlzs in line 2 could be added, are almost synonyms within the context of the motif. In this, 'Umar deviates perceptibly from pre-Islamic poetry, where each word adds information, as a rule. It seems that he employs these terms as a mere ritualistic allusion to poetic tradition, for the 'campsite of Asma" is no bedouin campsite at all, and we are not in the middle of the desert, but only near to it, bi-jdnibi 1-bawbdti (3A), that is to say, the 'traces' are situated in the neighbourhood of a settlement, where women feel safe to enjoy themselves in their leisurely ways. Thus there is a remarkable shift from the scenery of the desert towards urban settlement. Lines 4-6 are syntactically independent, but they are closely connected on the semantic level and must also be treated together. The passage presents an original amplification of the story. cUmar selects one of its components, the two friends, and reflects upon their relation to the campsite and to himself, an aspect which has always been taken for granted in the jdhilf nasfb. Yet the situation has its points of interest. There are three men travelling on their camels through the desert. Suddenly, one of them asks the others to stop for mere sentimental reasons. A natural reaction would be to say: why should we stop? the place means nothing to us. The poet evidently feels that some justification is called for, and provides an answer to their silent objection. They should humour him, he argues, because they are happy, at least for the time being, al-yawma (5B), whereas he is in distress. They should be kind to him, his argument implies, for a similar misfortune may befall them, and then they will be grateful for his forbearance. It is characteristic of 'Umar that he selects the human aspect for variation. His interest in human relationship is perhaps the most striking feature of his dAwan.
When comparing the six lines with the passage from the MuCallaqa, we at once note the total lack of descriptive detail in cUmar's text. There is no image, no comparison visualizing the effaced traces, nor any attempt to evoke the desolation of the place. A second point regards the mode of speech. All six verses constitute an address to the poet's companions. The conventional elements of the motif are retained, but its narrative and descriptive character is abandoned and changed into discourse. This, again, seems typical of cUmar. It is one of his favourite means of poetic expression, which suggests to me, incidentally, that he must have been a rather chatty person. My third point regards the structure of the text, which also shows a marked contrast to the technique of Imru' al-Qays, especially with regard to repetition. The lines are connected by linguistic means in several ways, besides the enjambement already referred to. The imperative cuja in the first line is repeated at the end of line 6, thus linking the whole passage together, and there are other imperatives, ld ta5ald (4B) and as2ald (6B), emphasizing the poet's request. Further examples of morphological repetition are manzil in lines 1, 4 and 6, to which majlis in line 2 may be added. As has been established in recent research,6 cUmar's texts are closely structured by means not to observed in pre-Islamic poetry. The last and most important point concerns the semantic level. Variation in 'Umar's ghazal means primarily an individual addition to the story. Here, it is the reflection upon the human aspect, the attitude of the two friends, and there is also the shift from desert scenery to urban settlement, which provides the motif with a realistic touch. The transition from the atldl to the second part of the ghazal and its function within the poem will be discussed after we have analysed the ghazal of Walid.
Incidentally, the poem No. 44 from Walid's dfwan7 has been attributed to CUmar ibn Abi Rabica as well, according to the Kitdb al-Aghanf,8 but Abui l-Faraj al-Isfahani denies that attribution. He is right, of course, for the ghazal is quite unlike cUmar's poetry, as will be seen presently. It has already been mentioned above that Walid was a musician and composer, who set some of his own verses to music. It is not unlikely, therefore, that his poetic technique was influenced by the art of the composer. His preference of certain lively metres is well established (wdfir, ramal majdhuic, khaftf), but I think one can say more than that. It is my contention that the following text is structured like a piece of music, the principal tunethe leitmotif-being stated in the opening line and then repeated with variations and a few additions up to the last verse. In spite of its repetitive character, which is the dominant trait of the poem, not a single line could be omitted, for each verse is essential to the full development of the melody. The metre is also sarin.
A cuja khalilayya cald 1-maha B wa-l-rabci min Saldmata l-muqfir( 2. A cu-J'a bihffa-stantiqahu fa-qad B dhakkarani ma kuntu lam adhkurf 3. A dhakkarani Salma wa-ayydmahd B idh jawaratnd bi-liwa CAsjarf 4. A bi-l-rabci min Waddina mabdan lana B wa-mihwaran ndhika min mihwarf

A ft mahaarin kunnd bihz-naltaqi B yd habbadha dhdlika l-mah(irf 6. A idh nahnu wa-l-hayyu bihijfratun
Bfif mi ma4d min sdlifi 1-a C,rz 1. Make a halt, my two friends, at the place of settlement, the deserted campsite of Salama! 2. Make a halt there and ask it to speak to us! For it reminds me of something I could not remember. 3. It reminds me of Salma and the days with her, when she was our neighbour at the sanddune of cAsjar. 4. At the campsite of Waddan, the place from where we used to set out, and to which we returned. There is no better place to return to! 5. At the place of settlement, where we used to meet.
How excellent it was as a meeting place! 6. When we and her tribe were neighbours, in times that are now forever past.
The opening verse is almost identical with cUmar's text and contains the conventional elements: the poet's addressing his two companions, the deserted place, the beloved's name. Before going over the poem line by line, I should like to draw attention to the fact that each of the following lines, excepting line 6, contains one, and only one word of the first verse.
The imperative cuj'aj is repeated at the beginning of line 2. In line 3 the name Salama is repeated with a slight variation: Salma. At the beginning of line 4 we observe the term rabc (cf IA), and in the 5th line mah44r actually occurs twice, at the beginning and at the end. If we regard these words as segments of a tune, we realize that Walid, in each of these verses, repeats a sequence of sound from line 1. There are other instances of repetition throughout the ghazal, not only on the phonological and morphological level. Repetition, in particular with regard to the poet's message, is the key-note of the text. The second verse, as already pointed out, is linked to the first by anaphora. The imperative cijd is supported by another request, to perform the ritualistic address to the deserted place (fa-stantiqdhu). The second hemistich begins and ends with tajnfs (dhakkaraniladhkuri) and is slightly pleonastic, thereby emphasizing the flow of memories, and introducing the reference to the poet's happy past. The flow of memories is once more emphasized at the beginning of line 3 (dhakkarani), thus creating an anaphora to 2B. From this point up to the end of the ghazal Walid refers to the past, but we do not obtain any further information, in addition to what we already know, the fact that he once used to meet Salma at a certain place. The second hemistich (3B) is repeated, slightly rephrased, in the closing line and connected with it by tajnls (/iwaratndljfratun).
Lines 4 and 5 are almost identical as to structure and content. Both begin with an adverbial expression alluding to the campsite (bi-l-rabci/ff mahdarin) and end with an exclamation intended to enhance the emotional impact of the ghazal (ndhikalya habbadha). There is evidently no new information offered in these two verses. They constitute an elaboration of what has been said before, excepting the name Waddan, and are semantically redundant. They are indispensable, however, for completing the musical structure of the text, and for intensifying its emotional appeal. Morphological repetition is striking, as the terms mabdan, mihwar and mahdar, of which the last two occur twice, belong to the same pattern. They are almost synonyms, moreover, for whereas mabdan and mihwar, in a different context, might be regarded as forming an opposition, they are used here so as to emphasize the poet's recurrent action, his constantly returning to the same place.
The last verse, as already pointed out, is closely related to line 3. In fact, the first hemistich-idh nahnu wa-l-hayyu bihfjiratun-is nothing more than an elaboration of idh jawaratna in 3B. The second hemistich stands out in the text, because it is the only one without striking morphological repetition. On the phonological level, however, it is linked up with the preceding lines in several ways. The sequence fi ma madd echoes ft mahdarin in 5A, and there is also a slight assonance between min mihwarz (4B), min mahkari (5B) and min sdlifi (6B). The rhyme word a'suri is closely connected, like the first hemistich, to the rhyme of line 3 (CAsjari). But these are rather unobtrustive instances of repetition, compared to what is to be observed in the preceding part of the ghazal. Thus the last hemistich carries special weight. We cannot doubt that it is the closing verse, although with regard to the poet's message, nothing is added. In emphasizing that everything happened long, long ago, Walid gives a final melancholy touch to his ghazal.
When comparing the poem with the passage from Imra' al-Qays' Mu'allaqa and with 'Umar's text, we perceive a remarkable contrast, in spite of the fact that all the conventional elements of the atldil are present. Walid's ghazal is devoid of descriptive detail, and it cannot be regarded as narrative, since he obviously does not intend to tell a story. It is also no discourse, for he neither argues, nor reflects. The text proceeds like a song, repeating and rephrasing what has been said before. Whereas 'Umar selects the human aspect for variation, and develops the dramatic potential of the atll, Walid prefers to develop its lyrical potential, its melancholy mood, and succeeds in transforming the topos into pure lyricism.
As appears from the analysis, Walid's ghazal is structured on the linguistic level to an extent unknown in Arabic poetry before. It is true that cUmar ibn Abi Rabica surpassed jdhili poets in this respect and thus paved the way for Walid, who may be influenced by him. But there is no equivalence in cUmar's dtwan to the close structure of this text, as far as I can see. It is also characteristic of Walid that his ghazal does not just stop, but ends with a 'cadence'. One can never mistake the finality of his closing lines, and I suggest that in this, too, he is influenced by the composition of songs.9 As a final point of comparison, we should note that Walid, in contrast to cUmar, retains the bedouin setting of the atlal. Both poets are far removed from tribal life, but there, again, they react differently. cUmar adds to his version of the atll a touch of realism, whereas Walid keeps up a romantic illusion, which has nothing in common with the life he leads.
In conclusion, I am going to discuss what seems to me the most important point in connection with the study of topoi, the question whether the atldl motif retains its original function. The essential meaning of the atlal is remembrance, the evocation of memories. From this aspect, the 'theme' remains identical. But remembrance may vary considerably as to its emotional impact, and once it has taken place, different attitudes are possible. It certainly makes a difference, whether we are reminded of something we ought to forget, or of something we should not forget. We must find out, therefore, how the emotional tension of the atldl is dissolved or compensated, if at all, in CUmar's and Walid's texts respectively. As for the pre-Islamic nasib, there is a well-known solution to the problem, as a rule. After the cathartic effect of remembrance, the poet resolves to forget his beloved and, in a sober frame of mind, continues his journey.
In the Umayyad period, as already pointed out, the pre-Islamic answer to the question, the heroic attitude, is no longer valid. As a consequence, the traditional function of the atll had to change. Since there is no collective solution, poets must solve the problem individually, both from an aesthetic and a moral point of view. In cUmar's ghazal, the a.tlal section is linked up by a careful transition in lines 7 and 8 to the poet's memories of a former meeting with his beloved Asma', which presents a contrast to his present situation. In this he is still within the conventional frame of the pre-Islamic nasib, but the end of the story is different. Lines 8-12 contain one of his lively recollections which suggest not so much his passion for the lady, as her infatuation with him. When he is approaching the group of women assembled in the place, Asma' perceives his figure form afar. She asks two of her companions, the counterpart of the poet's friends, whether they recognize the man, and in the closing line receives an answer: 12. 'It's Aba l-KhaWb'.-She said: 'Yes, there comes the man we love, he hasn't neglected us'. This is a welcome most gratifying to 'Umar's vanity. We cannot but smile at his implied boast, and it is to be assumed that his audience, at the time, smiled as well. The melancholy mood of the atldl is dispersed and compensated by a delightful story. The habitual gloom of the atlal has been lightened before by the poet's diction, moreover. The word alyawma (5B) points to a temporary distress, and the request to halt for a while, sa'atan (6B), indicates that the three men are soon to continue their journey. Clearly, the topos has been adapted to the poet's individuality. Its function in this ghazal, as in many other poems of 'Umar's diwan, is to introduce a pleasant recollection. As to the closing verse, it is fully in agreement with his poetry, for he usually ends on a gay note. Even if there is no happy end in the proper sense, there is at least a happy thought as a conclusion. 'Umar certainly must have been a charming person.
As to Walid, for all we know from his biography, he can hardly be called charming. He was a fine artist, but a spoiled, wilful autocrat, given to outbursts of passion and cruelty, and to violent raptures about music and poetry. He was immoderate in love as also in hate; some of his verses are in very bad taste, indeed. Walid has nothing in common with the bedouin hero, nor with the harmless, light-hearted womanizer cUmar ibn Abi Rabica. What, then, is the function of the afll, the evocation of memories, in this ghazal? There is no compensation at the end. On the contrary, the final line intensifies the gloom of the preceding verses, and we may be sure that the music composed to accompany his poem was intended to enhance its emotional appeal. We can easily imagine a session at Walid's court, the ghazal being performed by a famous singer. At the end, to be sure, Walid would burst into tears of rapture, enjoying the luxuries of sentimentality, which so often goes with a cruel character. And after that, there would be no sobering up, but more drinking.
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